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to their charm. In the past three years Mr. Spurling has executed 
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China tea-clippers, Cutty Sark and Thermopyle and the Carlisle Castle, 


one of the Melbourne wool-clippers. 
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QUARTERLY NOTES 
By THE, EDITOR 








CH SRE literature of the modern woodcut is increas- 

4 PEG ing in proportion to its vogue—there are now 
ii pPey two societies of wood engravers in London 
By Gy alone, besides the two devoted to the colour 
print—and a welcome addition to it is The Woodcut 
Annual for 1925, published by Mr. Alfred Fowler, at 
Kansas City, Missouri, U.S.A. ($7.50). It contains 
many illustrations, including original woodcuts, and 


critical articles, not all on contemporary work. 














Tva Gustavianska Mastare, by Karl Asplund (Stock- 
holm, Wahlstr6m and Widstrand), which has _ been 
appearing in parts for some time (24 parts, each 4kr.), 
is a complete illustrated record of the engravings after 
two Swedish masters of the eighteenth century, Niklas 
Lafrensen (better known to non-Scandinavian readers 
as Lavreince) and Elias Martin. For the first there 
was already the catalogue by Bocher, but it lacked 
illustrations. The work of Martin, who was an 
engraver as well as painter, is much less known, and 
though it is difficult for a foreigner to share to the full 
the admiration felt by Martin’s compatriots for his 
somewhat amateurish stipple engravings, the appear- 
ance of a good record of his engraved work is to be 
welcomed. Its usefulness to foreign students is lessened 
by the fact that the text is entirely in Swedish. 


34| 


Benjamin Fawcett, by the Rev. M. C. F. Morris 
(Oxford University Press, 5/-), breaks new ground in 
describing the life and work of a skilled and conscientious 
Victorian wood-engraver and printer in colours (1808— 
1893), who deserves some of the fame and recognition 
which have been bestowed so plenteously on his more 
popular contemporary, Baxter. His work is to be found 
for the most part in books on Natural History, and a 
list is given of the very numerous works which were 
produced and illustrated in Fawcett’s establishment 
at Driffield, in Yorkshire, where he was intimately 
associated with F. O. Morris, author of British Birds and 
County Seats, and father of Fawcett’s biographer. He 
is an engraver whom no future historian of printing in 
colours can afford to neglect. The book also contains 
a brief biography of A. F. Lydon (1836-1917), who 
drew many illustrations for the Fawcett books. Four 
separate colour prints by Lydon, apart from books, 
are specially mentioned: The Requiem, Frozen Out, 
Stoke Poges Church, and Burnham Beeches. 





Mr. H. J. L. Wright’s Evvata and Addenda to his new 
edition of M. Delteil’s catalogue of Meryon, mentioned 
in our April number, have now appeared, and possessors 
of the book should obtain them from Mr. Truesdell or 
Messrs. Colnaghi. 

Space is lacking for more than a mention of the 
appearance of the long-expected catalogue of the 
etchings of James McBey by Mr. Martin Hardie 
(Colnaghi ; 6 guineas). It is splendidly illustrated, and 
we are not surprised to learn that all copies were sub- 
scribed before publication. 
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THE ENGRAVINGS AND WOODCUTS OF 
PiIRiGh VECEERT 


Byen E PORPHAM 







WN FONE engravings signed DYV have long been 
4 Paeg familiar, but it is only in recent years that 
Og Sy the real name of their author has come to 
me Sa \isht. The old iconographers plausibly identi- 
fied the engraver with a certain Dirk Stas, of Campen, 
mentioned by Guicciardini, and supposed that Stas was 
an error for Star or Staren. It was then as Dirk van 
Staren that he was known up to the time when Gustav 
Gliick discovered his real name to be Dirick Jacopssone 
Vellert or Felaert.* 

The facts of this artist’s life, as they are known from 
contemporary documents, are as follows. He was 
received as master in the Guild of St. Luke of Antwerp 
inviolies himseli received pupils in 1512, 1514, 1528 
and 1530; was, with the glass painter Jan Leer, dean 
of the Guild in 1518 and 1526, in which latter year he 
is recorded to have designed and issued a device of the 
Guild ; is mentioned by Diirer, in his diary for Sept., 
1520, Jan., 1520 (1521), and May 12th, 1521, on which 
latter date he invited the German artist to a costly 
banquet; and, in the accounts of O. L. Vrouwekerk 
at Antwerp for 1539-40, his servants are recorded as 






1 Gustav Gliick, “ Beitrage zur Geschichte der Antwerpener Malerei im 
XVI. Jahrhundert.” Jahrbuch der kunsthistorischen Sammlungen des aller- 
héchsten Katserhauses, Band XXII, 


B 3.43 








Pl. IL—DIRICK VELLERT 
(a) Eve AND Carn. B. 1 (B.M.) (b) Man wits «4 Fisu. B. 13 (B.M.) 
Size of the original etchings: (a) 55x 39 mm. (b) 65X44 mm. 





Pl. Il—DIRICK VELLERT 
(a) THe Smitu. B. -14 (B.M.) (b) THe Man Asuzep. B. 15 (B.M.) 
Size of the original etchings: (a) 59 X39 mm. (b) 63X44 mm, 


having been paid ‘“‘trinkgeld’”’ for a stained glass 
window set up in that church. Guicciardini, in his 
account of the Low Countries, published in 1567, 
mentions Arnold van Hort, of Nimegen; Theodore 
Jacopsone Feldert and Theodore Stas, of Campen, as 
the first three in his list of painters on glass. 

The connection between the Dirick Vellert of the 
records and the engraver D¥r7Y was established 
beyond dispute by the identification of a woodcut 
device with the arms of the Guild of St. Luke, signed 
Dry and dated 1526, as that recorded in the 
‘“‘Liggeren’’ to have been designed and issued by Vellert 
during the year when he was for the second time dean. 

Vellert is designated in the “ Liggeren”’ glass painter 
‘ shelaesmakere,”’ or ‘‘ glasschilder ;”’ he is spoken of 
as such by Guicciardini, and the records of 1539-40 
make it probable that he was the painter of the window 
in the Vrouwekerk at Antwerp. The great number of 
designs for roundels, ‘‘ruitjen,’ bearing the DYyV— 
there are, for example, no less than twelve extant of 
the year 1523 alone—make it clear that he was a glass- 
painter, and further substantiate the identification. 

The earliest dated work, which is signed with the 
artist’s full name, Dirick Vellfert], is a glass roundel, 
once in the collection of Frau Goldschmidt-Przibram, 
now in the Musée du Cinquantenaire at Brussels. It 
bears the date April 21st, 1517, and represents the 
Triumph of Time, as described by Petrarch, and 
frequently represented. It is a curious mixture com- 
pounded of elements borrowed from engravings after 
Mantegna, an anonymous Florentine engraving, and one 
by Diirer, and gives a poor idea of the artist's own 
powers of invention, an impression which it would be 
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Pl. JIL—DIRICK VELLERT 


(a) THe Faun. B. 12 (B.M.) (b) Venus. B. 11 (B.M.) 
Size of the original etching and engraving: (a) 71 x 49 mm, (b) 73X49 mm, 


wrong to extend to all Vellert’s work. The only other 
paintings on glass which actually bear his initials are 
a roundel in the Amsterdam Museum, representing 
Abraham prostrating himself before the Lord with the 
circumcision of Isaac in the background, and con- 
siderable fragments in Warwick Castle, but a quantity 
of other glass paintings can with more or less confidence 
be ascribed to him. Dr. Beets, in a recent article in 
Onze Kunst, gives a list of these, to which may be 
added two important panels in the Haas Collection, 
Detroit, representing the Last Judgment, apparently 
late works. The most important surviving work with 
which his name may be connected is the series of twenty- 
four windows in King’s College Chapel, Cambridge, 
executed by glaziers in England, though only a small 
proportion of these may be attributed to his design. 

To Vellert as a painter a certain number of pictures 
have been assigned? a Nativity in the Auspitz Collection 
in Vienna, another at Kremsmiinster, and a third at 
Lille, whilst at Madrid is a Vision of St. Bernard, which 
repeats the composition of the engraving (B. 8), and 
in a dealer’s hands in Vienna (1922) an Adam and Eve. 

The number of drawings by Vellert, for the most 
part signed designs for glass roundels, is very considerable 
and nearly every public collection of importance in 
Europe possesses examples. 

We have thus, in addition to the nineteen engravings 
and two woodcuts from his hand, a large body of sur- 
viving work from which to judge his development and 
his position among his contemporaries. This is not 
however an easy task, from the obscurity in which, in 

1 Onze Kunst, XL. (1922), p. 85 ff. 
2 L, Baldass, Dirk Vellert als Tafelmaler. Belvedere I, (1922), p. 162 ff. 
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Pl. IV—DIRICK VELLERT 
(a) Man witu A Coat or Arms. B. 18 (B.M.) (b) Woman witn A Coat or Arms. B. 19 (B.M.) 


Size of the original engravings: (a) 57*57 mm. (b) 58X57 mm, 


spite of recent discoveries, the Antwerp school of 
painting remains covered. Among contemporary 
painters Vellert has most in common with the Antwerp 
mannerists classified by Friedlander as belonging to 
the ““A”’ and “B”’ groups, whose author is, perhaps, 
Jan de Beer. What is probably Vellert’s earliest work, 
the painting of the Nativity in the Auspitz collection 
at Vienna, is decidedly “‘ mannerist,’”’ but in the en- 
gravings and drawings of 1522-32 his style is free from 
their extravagance, except for a certain over-elaboration 
in the architecture. These works show the beginning 
of the reaction towards a greater simplicity which 
marks the third decade of the 16th century, and is 
exemplified in the works of Pieter Coecke, of Alost, at 
Antwerp and Brussels, and Lambert Lombard at 
Liége. But Vellert, though this simplifying tendency 
is apparent in these works, never advanced far in this 
direction, and his style, to the end, retains a distinct 
Gothic flavour. He has temperamentally perhaps most 
in common with Quentin Matsys; something of that 
artist’s pensive refinement and delicacy lends quality 
to his designs, though of any but the most general 
influence there is little trace. Mabuse’s influence, 
which was widespread in Flanders and Holland at the 
beginning of the century, is also noticeable in Vellert’s 
work, especially in his drawing of the nude. Itis perhaps 
significant that the only two actual studies from the 
nude model by early Flemish artists, with which I am 
acquainted, are by Vellert (drawing in the Louvre of 
a female bath attendant) and Mabuse (drawing in the 
British Museum of a woman’s bath). 

The only contemporary glass painter at Antwerp 
of whose style we can form any idea, is the Aerdt 


350 





Pl. V.—DIRICK VELLERT 
(a) VircIN AND CuiLp AND St. Anne. B. 7 (B.M.) (b) St. EtizasetH or Huncary. B. 10 (B.M.) 
Size of the original engravings: (a) 59X49 mm. (b) 74x50 mm. 


Ortkens mentioned by Guicciardini. If Friedlander’s 
ingenious theory is correct Ortkens must be considered 
the draughtsman of a large number of designs for glass 
roundels of very marked individuality. But though 
one might expect some similarity of style between two 
almost exactly contemporary glass painters, there is 
little between Ortkens and Vellert. Ortkens was a 
native of Nimegen in Holland, and his designs show 
more similarity to contemporary Dutch than to Flemish 
art. A clue which may throw some light on the genesis 
of Vellert’s art is the fact that the signed roundel in 
the Amsterdam Museum, mentioned above, is a literal 
copy, brought up to date, of an earlier roundel in the 
Victoria and Albert Museum. Is this roundel by 
Vellert himself or was it the work of some other artist 
that he was copying? In the latter case it would be 
tempting to suppose that that artist was his master, 
and to identify him with the most prominent glass 
painter of the generation preceding Jan Leer, who was 
dean of the guild on no less than six occasions, twice in 
company with Vellert. But this is pure hypothesis, 
and until further facts come to light, the question of 
who was Vellert’s teacher must remain obscure. 

It has seemed necessary briefly to refer to Vellert’s 
activities as a painter and glass painter proper, before 
coming to his engravings, etchings and woodcuts, 
which form the actual subject of this article, as these 
latter are but a small part of his total surviving work, 
and, taken alone, hardly explain themselves or give an 
adequate idea of him. 

Vellert is, as far as I know, the only Antwerp engraver 
before about 1530. His predecessors in the Netherlands, 
the master F V B, -W7¢, the master of the illustrations 
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to Boccaccio, $ AMA es, and Alaert du Hameel, 
can be localised with certainty or probability in other 
towns of Belgium or Holland. It is certain that his 
contemporaries, ‘Lucas van Leyden, Mabuse, Frans 
Crabbe, Nicolaus Hogenberg, Alaert Claessen and Jan 
van Rillaert, mainly worked elsewhere than at Antwerp: 
it is only with a few obscure ornament engravers, the 
monogrammist G. J for instance, that much doubt 
exists. ; 

That Vellert turned his hand to etching and engraving 
is probably due to the example either of Diirer or of 
Lucas van Leyden. With the former Vellert became 
personally acquainted during his visit to Antwerp in 
1520-21, and his earliest-dated work is the Man with 
a Fish (B.13) of August 16th, 15225 5ST iw view 
the entry in the Antwerp “Liggeren” of that year 
really refers to Lucas van Leyden, it would imply that 
that artist was then resident in the city, and we are 
perhaps justified in concluding that it was from him that 
Vellert acquired his knowledge of the process. Technic- 
ally there is considerable resemblance between Lucas’s 
mixed etchings and engravings (the Maximilian of 
1521, for example) and Vellert’s work, and the only 
instance of an obvious and direct connection with another 
engraving in Vellert’s earlier work is in the Temptation 
(B.5) of April 11th, 1523, where the motive of the 
crouching devil is certainly borrowed from Lucas’s 
engraving of the same subject (B. 41) of 1518. Further, 
the St. Elizabeth of Hungary (B. 10), of November 13th, 
1524, is an unmistakable Lucas type. Durer had 
apparently abandoned etching as an unsatisfactory 
process at least two years before his visit to the Nether- 
lands ; his etchings were executed on iron, while Vellert’s, 
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jal Ny, IL—DIRICK VELLERT. Jesus CaLLING St. PETER AND Sr. ANDREW. 
Size of the original engraving 148 X 110 mm, 
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like those of Lucas, are on copper. The probabilities 
seem to point to Lucas having been, if not Vellert’s 
teacher in the strict sense, at least his exemplar. 

A peculiarity of Vellert is the meticulous care with 
which he dated (with one single exception, the Smith, 
B. 14) all his engraved work, in nearly all cases not 
only with the year but with the day of the month, so 
that it is possible to follow his development without 
any of the uncertainties generally attendant on the 
chronological arrangement of an artist's work. The 
engraving of the Man with a Coat of Arms (B. 18), 
dated only 1522, is possibly earlier than the above- 
mentioned Man with a Fish of August 16th, 1522— 
it certainly shows an unpractised hand. The other 
works of the same year, the etchings of Eve (B. 1), of 
August 19th, and of The Faun (B.12), of September 14th, 
show a slight progress, while the Virgin and Child and 
St. Anne (B.7), of December 9th, in mixed etching and 
engraving, is technically as perfect as any of his later 
works, one of the most exquisite of “‘ Little Master ”’ 
engravings. 1523 must have been a year of great 
activity with Vellert. There are five engravings, dated 
between April 11th and October 14th, including the 
important Temptation (B.5), Jesus calling St. Peter 
and St. Andrew (B. 3), and the Christ and the Woman of 
Samaria (B.6) (only dated with the year), all three 
mainly engraved. As I have mentioned there are, in 
addition, at least twelve elaborate drawings for glass 
roundels dated in the same year. To 1524 belong three 
engravings, including the masterly Vision of St. Bernard 
(B.8), of October 3rd, and the S¢. Elizaheth of Hungary 
(B.10), of November 13th ; to 1525 two, the charming 
little Woman with a Coat of Arms (B. 19), a pendant 
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Pl. VIIL—DIRICK VELLERT. Tue Vision oF St. BerNaro. B. 8 (B.M.) 


Size of the original engraving 171 X12I mm, 


357 


to the Man with a Coat of Arms of 1522, and the 
Chnist walking on the Water (B. 4), of December 30th ; 
to 1526, the year in which Vellert was, for the second 
time, dean of the Guild of St. Luke, the Drunken 
Drummer (B.16), dated (old style) March 8th, 1525, 
and what is, perhaps, his masterpiece, St. Luke painting 
the Virgin (B.9), of July 28th, as well as the two wood- 
cuts of the Arms of the Guild of St. Luke and the School. 

After a long interval, in 1544—and this is the only 
record of his continued activity—Vellert engraved the 
very large plate of the Deluge (B. 2), an elaborate and 
rather unsatisfactory production, but executed with 
the same technical mastery. Dr. Beets, in his articles 
on Vellert,| has argued that there is no trace of the 
Raphaelesque influence which might have been expected 
at so late a date, and thinks that a first state, the 
existence of which is recorded in sale catalogues, but 
which is unknown to him, might be undated, in which 
case it would be permissible to range it with the other 
engravings of about 1525-30. He notes that in the 
‘good’ impression in the British Museum, the shading 
on the stone, on which the initials and date are engraved, 
is darker than that of the rest of the engraving, and 
infers that this was possibly added later. As a matter 
of fact, this impression 1s an example of an early state ; 
the shading on the stone is added in pen and ink, though 
the signature and the date itself are already engraved. 
The impression has been touched in a number of places, 
presumably by the artist himself, as these additions in 
pen and ink were reproduced in the ordinary state. 
Further, though there is little or no difference in 

1 Dr. N. Beets, ‘* Dirick Jacobsz. Vellert Schilder van Antwerpen.” Onze 
Kunst, X. (1906), p. 1373 XI. (1907), p. TOo); DRI 1908) peo src ia 
(1922), p. 85. 
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Pl. IX—DIRICK VELLERT. Curist WaLkinc on THE Water. B. 4. First State 
(Amsterdam) 


Size of the original engraving 153 X 112 mm. 
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technique and the drawing of detail between this and 
the earlier works the whole conception of the com- 
position, with a number of figures gradually diminishing 
towards the distance, is one which was not evolved 
before Orley in his latest phase, and the actual figures 
in the foreground, the man holding the child on the 
right, the child lying on the ground and the woman 
with her plaited hair, for example, are directly inspired 
by Marcantonio’s engraving of the Massacre of the 
Innocents (this latter fact does not affect the question 
of date as Marcantonio’s engraving was executed about 
1510, but it does imply ‘‘ Raphaelesque influence ”’). 

As all Vellert’s etchings, engravings and woodcuts 
with the exception of three (the Drunken Drummer 
(B. 16), the Drummer with the Boy (B.17), and the 
woodcut with the Arms of the Guild of St. Luke) are 
reproduced in the present article, and their small S1ze 
allows of the majority being given without reduction, 
any further discussion of them is hardly necessary. 

It may be added that the engraving of St. Christopher, 
unique in the British Museum, attributed by Ottley 
to Vellert and first published by Mr. Dodgson,* seems 
to me definitely not by him, though there can be no 
doubt that it was executed in the Netherlands. It 
would, if by Vellert, necessarily from its general style 
belong to a period some time previous to 1522, and 
though its execution is not that of a practised engraver 
it is, if anything, rather more skilful than the Man with 
a Coat of Arms (B. 18) of that year. Various other 
works have from time to time with less justification 
been assigned to Vellert. Certainly the ornament 
engravings signed with the monogram J. G (or G. J) 

1 Mitteilungen der Gesellschaft fiir vervielfiltigende Kunst, 1902, p. 82. 
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have nothing to do with him, and the similarity of the 
designs to Vellert’s is no more than a general one. 

Vellert’s engravings, like those of most of his con- 
temporaries in the Netherlands, except Lucas van 
Leyden, are extremely rare, and no public collection 
even, with the exception of the British Museum, pos- 
sesses his @uvre complete. On the other hand, the 
impressions which are to be found are not of such 
lamentable quality as the majority of those by Lucas 
van Leyden on the market. The plates seem either to 
have been lost or destroyed before they were completely 
worn out, and I know of no re-worked impressions of 
any of his engravings. I have noted in the following 
catalogue a few variations in state and I suspect others 
may exist. In the case of the Vision of St. Bernard 
(B. 8), for example, to judge by the Amand-Durand 
reproduction, the impression in the Dutuit Collection 
is before some work on the right arm of the Virgin, 
and a similar difference of state may exist in the S?. 
Luke Painting the Virgin (B. 9). Such minute additions 
were in conformity with Vellert’s practice, as shown 
by the two states of the Christ and the Woman of 
Samaria (B. 6). 

That Vellert was respected and employed in his native 
city and perhaps abroad, the record of the Liggeren 
and his works clearly indicate, but his rather fastidious 
and slightly archaistic style left little impression on a 
world of rapidly changing ideals. He was behind the 
times and men turned with admiration to the new 
Italianism of Pieter Coecke and his like. The number 
of copies after Vellert’s engravings is inconsiderable. 
A glass window in the church of Conches, near Evreux, 
copied from the Vision of St. Bernard (B.8), is the 
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most impressive tribute to the extent of his influence, 
but this seems an isolated instance. His engravings 
were certainly not, like Diirer’s, patterns for every 
sort of artist all over Europe. But though his im- 
mediate successors saw little worthy of imitation in 
Vellert’s engravings, these have the merit of that 
exquisite workmanship, the last to disappear of those 
qualities which contributed to the glory of early Flemish 
art, and the glamour of the fading tradition of the Van 
Eycks still clings to them. 


The following catalogue is arranged in the order of Bartsch, 
vol. viii, p. 27. Dutuit (vol. vi, p. 302 ff) adds nothing to 
Bartsch and follows his numeration. References are given to 
public collections where Vellert’s prints are to be found, but 
this citation does not pretend to any completeness. No 
descriptions are given except in three cases where a print is not 
illustrated. 


ENGRAVINGS AND ETCHINGS 


Bartsch 1.—EVE AND CAIN. Signed with initials and star and dated 
1522 Ag. 19. Etching and engraving. Engraved surface, 55 x 39 mm. 
Plate mark, 56 x 41 mm. Plate I. (a), Cambridge, London, Paris, 


2 —THE DELUGE. Signed with initials and star and dated 1544. Etching 
and engraving. Engraved surface, 281 x 392 mm. Plate XII. 
I.—Before shading on drum carried by woman 1, background, work on 
drapery of man 1. foreground, etc. II.—With this additional work, 
Berlin (II.), Cambridge (II.), Hamburg (II.), London (I., proof touched 
by the artist), Oxford (II.), Vienna (II.). : 
In the catalogue of the Julian Marshall collection, sold Sotheby’s, 
June 30th, 1864, lot 414 is described as follows:. “ Dirk van Staren. 
The Deluge: first state before the coarse stippled work over the figures ; 
hitherto undescribed and perhaps unique, from the de Fries Collection ”’ 
(purchased by Drugulin for £18 18s.). I do not know the present where- 
abouts of this impression, or whether it constituted a different state 
from that in the British Museum, above described. Another impression, 
described as ‘‘ premiére épreuve,’’ was sold in the E. Durand sale, Paris, 
Bénard, March 19th, 1821, lot 502. 


3.—JESUS CALLING ST. PETER AND ST. ANDREW. Signed twice 
on stern of boat with initials and once in fereground with initials and 
star and dated 1523 Mey 30. Engraving. Engraved surface (cut ?), 
148% IdOcmoms eV Lis 
There appear to be two states of this engraving, to judge from the repro- 
duction given by Gliick, op. cit. fig. 14. 
I.—A single straight line of dots edging the shading on the bonnet of 
the nearest apostle. II.—More dots added irregularly. 
Cambridge (II.), London (II.), Paris, Vienna (1.). 
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. First State (B.M.) 


Size of the complete original engraving 281 X 392 mm, 


Pl. XIL~-DIRICK VELLERT. THe Detuce (left-hand portion). B. 2 
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4.—CHRIST WALKING ON THE WATER. Signed with initials and 
star on stern of ship and dated 1525 Des 30. Engraving. Engraved 
surface, 153<eliZ emma Plate Te 
I.—The back of Christ is very strongly arched. I!.—The outline of 
the back is straightened. 
Amsterdam (I. and II.), Cambridge (II.), London (I.), Paris (which state ?). 
The original drawing for this is in the Amsterdam Print Room, 


5.--THE TEMPTATION OF OUR LORD. Signed with initials and star 
and dated 1523 April1l. Engraving. Engraved surface, 113 x 76 mm. 
Plate X. 
I.—Before some horizontal shading cn the ornamental grieve worn by 
the Devil. II.—With this shading added. 
Amsterdam (I.), Brunswick(II.), Cambridge (II.), Hamburg (II.) London 
(Tic), Paciss (lie). 
The composition with the bent figure of the Devil is borrowed from 
Lucas van Leyden, B, 11. 


6.—CHRIST AND THE WOMAN OF SAMARIA. Signed with initials 
and’ star on front of stone in foreground and dated 1523 at top. 
Engraving. Engraved surface,110 x 79 mm. Plate VI. 
I.—Before a patch of shading on 1. of white mountain in background ; 
before some dotted work on dress of woman below 1. elbow, ete. IJI.— 
With this work added. 
Cambridge (First state), London (I, and II.), Paris (which state ?), 
The catalogue of the Brisart sale, Gand, December 10th, 1849, includes 
a copy in reverse of this engraving, which I have not found. 


7.—THE VIRGIN AND CHILD AND ST. ANNE. Signed centre bottom 
margin with initials and star and dated 1522 Des 9. Engraving. 
Engraved surface (cut), 59 x 49 mm. Plate V. (a). London, Paris. 
R. Weigel describes a state before the year 1522 and before “ 31 déc.”’ 





7B.-—-COPY in reverse by Alaert Claessen, as part of a design for a dagger 
sheath. Engraving, irregular, 78 mm. high, 42 mm. wide at the top, 
36 mm, at the bottom. B. 138. Aumiiller 43. 


8.—THE VISION OF ST. BERNARD. Signed en stone r. kottom corner 
with initials and star and dated 1524 Oct. 3. Engraving. Engraved 
surface, 171 x 121 mm, Plate VIII. Berlin, Cambridge, Hamburg, 
London, Paris. 


8a.—COPY in reverse by the Master “S.” Signed “S” in sky to 1. of 
arch. Engraved surface (cut), 150 x 112 mm. 
Faithfully copied in a window in the church of Conches, near Evreux, 
France. The composition repeated by Vellert in the central panel of 
a triptych in the Prado, Madrid. The architectural background copied 
in reverse (with modifications) in an engraving of Christ shown to the 
People, Passavant III., p. 61, No. 152, attributed to the School of the 
Master “‘ S,”’ 


9.—ST. LUKE PAINTING THE VIRGIN. °Signed with initials and star 
and dated 1526 Juli 28. Engraving. Engraved surface, 169 x 119 
mm. Plate XI. Berlin, Cambridge, London, Paris. 


10.—ST. ELIZABETH OF HUNGARY GIVING AEMS LOMAS CRIPPLE: 
Signed bottom margin with initials and star and dated 1524, Nov. 13. 
Engraving. Engraved surface, 74 x 50 mm. Plate V. (b). London, 
Paris. 

11.—VENUS SAILING IN A SHELL, CUPID ABOVE. Signed middle 
bottom with initials and star and dated middle top 1524, bottom Oct. 20, 
Engraving. Engraved surface, 73 x 49 mm, Plate IIl. (b). Hamburg, 
London, Paris. 

114.—COPY in the same direction, perhaps by Alaert Claessen, Engraving, 
Engraved surface, 72 x 47 mm. London. 
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12.—THE FAUN. Signed with initials and star middle bottom and dated 
1522 Sept. 14. Etching and engraving. Engraved surface, 71 x 49 
mm, Plate mark, 72 x 51 mm, Pilate III. (a). London. 


12a,—COPY (in the same direction ?) mentioned by Bartsch and Passavant. 
According to the latter the jug, to the r. in the original, is omitted in 
the copy. 


13.—A MAN WITH A FISH. Signed middle bottom with initials and dated 
1522 Ag. 16. Etching. Etched surface, 65 x 44 mm. Plate mark, 
67 X 45mm, Plate I. (b). London, Paris. 


14.—THE SMITH. Signed on the stone which the smith is using as an anvil with 
initials and star; undated, Etching. Etched surface, 59 x 39 mm, Plate 
mark, 60 x 40 mm, Plate II.{a), Bremen, Cambridge, London, Paris. 


15.—THE MAN ASLEEP. Signed middle bottom with initials and star 
and dated 1523 Oct. 10. Etching. Plate mark, 63 x 44 mm. (the work 
extends to the edge of the plate), Plate II. (b). Bremen, London. Paris. 


16.—THE DRUNKEN DRUMMER. He stands towards the r., his 1. foot 
on his drum-case, and holds up a jug in his r, hand. Signed middle 
bottom with initials and star, dated top r. corner 1525 Mert 8. Etching. 
Etched surface, 92 x 58 mm. Bremen, London, Paris. 


16a.—COPY in the same direction by W. Y. Ottley for his Facsimiles, 1828, plate 
105, Etching. Etched surface, 90 x 55 mm, Plate mark, 98 <X 63 mm, 


17.—THE DRUMMER WITH THE BOY. The drummer with his instru- 
ment slung on his back walks towards the 1,; he holds by the r. hand 
a boy, who holds up a hoop in his 1. hand. . Signed on tablet middle top 
with initials and star and dated 1523 Oct. 14. Etching. Etched surface, 
89 x 63 mm, Bremen, Hamburg, London, Paris. 


17a.—COPY in the same direction by W. Y. Ottley for his Facsimiles, plate 105. 
Etching. Etched surface, 88 x 62 mm. Plate mark, 105 x 80 mm. 


18.—MAN WITH A COAT OF ARMS. Lozenge. Signed with initials and 
star, dated 1. 1522. Engraving. Engraved surface, 57 X 57 mm. 
Plate IV. (a). London. 


19.—WOMAN WITH A COAT OF ARMS. | Lozenge. Signed 1. with initials 
and star and dated r. 1525. Engraving. Engraved surface, 58 X 57 
mm. Plate IV. (b). London, Paris, 


WOODCUTS 


20.—A SCHOOL, Signed with initials and star on front of gallery r. and dated 
on front of gallery 1.1526. 132 x 223 mm. Plate XIII. London. 


21.—DEVICE OF THE ANTWERP GUILD OF ST. LUKE, with its coat of 
arms supported by the ox of St. Luke and backed by violets in the centre, 
its motto ‘“‘ Wt Jonsten Versaemt ”’ below, the arms of Charles V. and 
his motto ‘‘ Plus Oultre”’ above, the arms of Flanders on the 1. and 
those of the city of Antwerp on the r. Signed with initials and star 
at bottom and dated 1526 at top. 186 x 122 mm. 
Reprinted in 1626 with typographical initials ““H. D. N.” and date. 
Only the reprint is known. According to Beets an impression in Paris 
with the initials ‘‘ F. V. W.” and the date 1643. 


ENGRAVING ATTRIBUTED TO DIRICK VELLERT 

P. IIl., p. 24.—ST. CHRISTOPHER. He is wading towards the front 
leaning on his staff with both hands, the r. hand above, the 1. below ; 
his mantle flutters out towards the r. The Infant Jesus on the Saint’s 
shoulders raises his r. hand in blessing and holds with his 1. the fillet 
tied round the Saint’s head. The hermit with the lamp is seen in the 
distance r. Engraving. Cut, 85 x 65 mm. (Published and _ illus- 
trated by Campbell Dodgson, Mitteilungen der Gesellschaft fiir verviel- 
filtigende Kunst, 1902, p. 83.) 
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TOPOGRAPHICAL DRAWINGS AND PRINTS 
IN THE WESTMINSTER PUBLIC LIBRARIES 


By FRANK PACY 


WOPOGRAPHY is defined as the description 
peg Of a locality having mainly in mind the details 
4 of its architectural and geographical features. 
Apart from a purely utilitarian conception, 
the modern interest in topographical representations has 
its source in a pleasant combination of the artistic and 
the historical senses. From this point of view the cult 
of the topographical drawing or print may be said to 
have its origin in England, in the eighteenth century, as 
a part of the modern appreciation of the beautiful in 
Nature. 

The newly-awakened delight of our ancestors in 
artistic delineations of their familiar surroundings has 
resulted in a legacy much enriched by the added value of 
our interest and pleasure in history and antiquity. 

The collecting of topographical prints and drawings, 
formerly the amusement of the amateur in art, has of 
recent years become a feature of the work of public 
libraries, as a part of their increasingly important duties 
as guardians and repositories of records of local history. 
These pictorial records are properly considered as of 
equal importance to the written and printed annals ; 
giving life, actuality, and vividness to the local story, 
and, as part, to the story of our land. Many points of 
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great importance, obscure in records from faulty or 
careless wording, have been elucidated by the more 
conclusive evidence of a print or drawing. Minor 
details of costume and social observances, manners and 
customs, innumerable facts too trivial or too obvious 
to be recorded by the contemporary historian, are 
preserved to us only by such means. The pre-photo- 
graphic era can be brought to our eyes again, and made 
to live, far more in these modest pictures than in the 
most laborious compilations of the annalist. 

The local collections of provincial towns naturally 
have only a limited interest, but a collection which 
touches London has an appeal to all English-speaking 
peoples. The Westminster City Council, through its 
Public Libraries Committee, has in the course of years 
built up a most extensive and remarkable collection of 
maps, plans, drawings, and prints, many thousands in 
number, illustrative of the topographical history of 
their city ; which history is an essential part of the 
political, social and literary history of England. During 
the last two years the break-up and sale of the famous 
Gardner Collection of London Topography afforded an 
opportunity for great enrichment of the Westminster 
collection, of which full advantage was taken. Some 
170 lots, comprising more than 2,000 separate items, 
were then acquired, and it is pleasing to note that the 
dealers attending the sale acknowledged the prior claims 
of a public collection, and refrained from excessive 
competition, except in cases where a lot appealed more 
widely by its great artistic interest. 

The collection is most strikingly rich in drawings, 
which in many cases are the only existing representa- 
tions of their subjects, and excuse must be asked in 
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these pages for giving first place to them. Amongst 
the earliest is a pair of pen and bistre drawings of West- 
minster Abbey, the Parliament Houses, etc., from the 
river, by Jan Livens of Leyden, circa 1630, showing 
also the ancient clock-tower which stood in New Palace 
Yard. This spot, and the stretch of river bank from 
there to London walls, is a palimpsest of the history of 
England, richer in memories than any other equal area 
of our history-soaked land. A large General View of 
Whitehall Palace, Whitehall, and St. James's Park, by 
L. Knyffe, 1690, shows in detail the immense size of 
what was the palace of the Kings of England from 
Henry Vill to Wiliam III.; its courts, gardens, 
parterres, and terraces, extending along the river from 
New to Old Scotland Yard, and on the other side to 
Spring Gardens and the Park. This pen and wash 
drawing is of the greatest interest, and it is regretted 
that its size renders it unsuitable for reproduction here. 
The very inferior engraving in Wilkinson’s Londina 
Illustra appears to have been made from this drawing, 
but much of the detail has been omitted or obscured. 
Most of the drawings, however, are water-colours of 
the late eighteenth and early nineteenth centuries, and 
their great value lies in the exact representation of the 
houses, courts, and streets of eighteenth century West- 
minster, Mayfair, and the Strand district. The literary 
geography of London was then passing westward of 
Temple Bar, and writers from Gay to Dickens are 
replete with allusions and references which are recalled 
in a series of drawings, of varying artistic value but 
undoubted topographical accuracy, of a London which 
has passed away almost as completely as Tudor and 
Stuart London. That ancient thoroughfare the Strand, 
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from Butcher Kow to Hungerford Market, with the 
remains of its palaces and great houses running down 
to the river; behind it the dense labyrinth of courts 
and alleys with Covent Garden as its centre; this 
wonderful square mile, which held as a sponge the best 
and worst of the vivid life of that amazing century, 
is compellingly recalled by these drawings. The artists 
generally are unknown to fame, but a long series by 
ery yo Sirect; Holywell Street, and the 
Clare Market and Drury Lane districts deserves mention. 
A number by Thos. Hosmer Shepherd claim special 
attention. This topographical artist deserves to be 
better known. Employed by Frederick Crace, whose 
great collection is in the British Museum, he drew, with 
truth, accuracy, and no little skill, the old houses and 
streets then (1835-40) condemned to demolition by the 
utilitarian spirit of the new industrial era. 

Charing Cross is a busy place, and has seen many 
changes. The full tide of human existence still, as in 
Doctor Johnson’s time, flows past undiminished ; but 
seldom for long are the surroundings the same. The 
railway station, soon, it is hoped, to disappear in its 
turn, covers the ground where the old Hungerford 
Market stood, of which there are several excellent 
drawings by C. Fowler, the architect of the new market, 
built in 1831. The same artist depicts Hungerford 
Stairs, the landing-place near to the York Water-gate, 
that beautiful relic of the palace of the great Buckingham. 
At the corner of that noisome street which perpetuates 
his name was the shop of ‘‘ Richardson the Printseller,”’ 
and a clever wash drawing by Shepherd shows it as it was 
in 1809. The eighteenth century Strand, from Golden 
Cross Hotel to Temple Bar, can almost be reconstructed 


D Sys} 


SOYOur “ cI kX €Q JUTPeNDe [eUloIIO YY} 5O 9ZISH 


C6Z| ‘NOLIVI (L4G “AL TVYINGV AHL 





from these drawings and prints. The string of great 
houses from Northumberland House to the Temple, and 
from Strand to river, is well known from a hundred 
prints. We reproduce here one only, an aquatint by 
Moss and Jukes of the old Somerset House, built by 
the Protector, as it was shortly before its demolition 
in 1776. 

Returning to Charing Cross and proceeding in im- 
agination northward, we find that St. Martin’s Lane 
was a more important and fashionable thoroughfare 
than now. From Northumberland House it “ runneth 
north beyond Long Acre unto the Cock and Pye 
Pieioeeesiiater seven Dials). When the church really 
was “‘in-the-fields”’ a turnpike stood near Chandos 
Street, but these water-colour drawings by Fraser, 
Shepherd, and others show the Lane becoming a little 
shabby, and the former residences of Suckling, Kenelm 
Digby, Archbishop Tenison, Sir James Thornhill 
(Hogarth’s father-in-law), Fuseli, Sir Joshua Reynolds, 
Roubiliac, and many other famous men, fallen a little 
from their high estate. Coutts’ Bank first was here, 
and here Chippendale had his shop. Old Slaughter’s, 
the last of the great coffee-houses, is the subject of a 
drawing by Shepherd, as are also Sir Joshua’s studio, 
Roubiliac’s house, where was born the Royal Academy, 
Sir Isaac Newton’s house round the corner in St. Martin’s 
Street, and Archbishop Tenison’s School. From here 
to Leicester Square and Soho is but a step. We re- 
produce an engraving by J. Bowles of the Square in 
the days of sedan and coach, with Leicester House on 
the north side, where lived ‘“‘ Fred, who was alive and 
is dead.” Hogarth’s house, on the east side, 1s shown 
in a water-colour and a coloured aquatint by the two 
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Cruikshanks. A price list of Hogarth’s prints, which 
“are to be had at his House in Leicester Fields,’’ in- 
forms us that the six Marriage a-la-mode prints cost a 
guinea and a half, the Harlot’s Progress a guinea, and 
the Rake’s Progress in eight prints, two guineas. The 
little streets of Soho are the subjects of several drawings 
by F. Calvert and J. Emslie; in particular Carlisle 
House, not the house in Soho Square well-known as 
the scene of the famous “* Promenade ”’ at Mrs. Cornelys’ 
assembly, but the house in Carlisle Street where Angelo 
the fencing-master had his salon. 

Returning by the Haymarket we find that the col- 
lection includes a minor collection made by the late 
A. M. Broadley, a voracious grangerizer, devoted to 
this street and its associations. It comprises a large 
number of mezzotint portraits, drawings, caricatures, 
etc., of the long list of actors, dancers, and musicians 
who appeared at the old King’s Theatre and the Italian 
Opera House, and of the writers and other great or 
fashionable people who, however remotely, can be 
associated with them. A similar collection is devoted 
to the social, political, and literary associations of 
Piccadilly and St. James’s Street. Although the in- 
terest of these is mainly personal—the curious and 
ferocious coloured caricatures of a century or so ago 
are a great feature, including several original sketches 
by Gillray—there are also numerous topographical 
drawings and prints, the most important being several 
original water-colours by JKowlandson, one showing 
“Old Q.” quizzing from his balcony window, and another 
of Devonshire House. An earlier unsigned drawing of 
this house is dated 1730. Another drawing shows the 
Turnpike at Hyde Park Corner in 1761. A coloured 
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L AND NEW PALACE YARD. Drawn and etched by J. Bryant. 1805 


Size of the original etching &} x 113? inches 
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caricature also by Rowlandson of a traffic jam in 
Piccadilly tells us that this trouble is not of modern 
growth. 

Coming back to the main collection, we note a 
complete set of the beautiful lithographs of T. S. Boys, 
with several duplicates in colours. These delightful 
views of London in 1842 deserve and are now gaining an 
increasing estimation. Genuine old coloured examples, 
by Boys himself, are very rare, but many prefer the un- 
coloured prints which, less decorative, are clearer in 
line. Whistler’s etching of St. James’s Street makes 
a curious contrast in style. The aquatint engravings 
of T. Malton, although a half-century earlier than 
Boys’ lithographs, afford an interesting comparison. 
We select a view of the Admiralty, 1795. Across 
the road was Old Scotland Yard, and we reproduce a 
fine impression of an engraving after Paul Sandby, 1777, 
showing a portion of the Banqueting Hall. The 
accurate and elaborate drawings of this artist and his 
brother Thomas, were perhaps the first really true 
topographical delineations. Until their example, the 
.usual “‘ bird’s-eye view’”’ style was a burlesque of 
perspective. Their careful and conscientious work, 
and their true artistic feeling, and further, the 
human interest which almost always accompanies 
their work, entitle them to the name of founders of 
the modern school of topographical drawing. They 
helped considerably to overthrow the domination of 
Italian influence and the tyranny of the classical 
convention. 

Whitehall no longer means the palace but the road ; 
its buildings and the two old gates are seen in many 
prints. The ancient right of way ran through the 
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palace—one remembers how Henry VIII. hated the sight 
of funerals passing down to St. Margaret’s churchyard 
and caused a new graveyard to be made in St. Martin’s 
parish, now covered by the National Gallery. His 
kingly arrogance disliked the thought that “ sceptre 
and crown must tumble down.’ King Street was the 
real name of the thoroughfare, and one print shows an 
old house near the south end where Cromwell once lived. 
So we return to our starting-point—the Abbey, the 
subject of many views. It is a revelation to many to 
see in these prints and drawings what a congeries of 
mean and narrow streets once gathered round it. The 
reason is that Westminster had no citizens as London 
had. It was under the rule of the Church and there 
was no voice of the people. It is to be feared that 
many of the residents were criminals, or at least debtors, 
taking advantage of sanctuary. Thieving Lane (really 
Thieven, the old plural) got its name because thieves 
were taken round that way to the Gate House prison to 
avoid the sanctuary. These old streets, just before 
their destruction in the early years of last century, were 
most carefully depicted by William Capon, who earned 
his living as a scene painter for Kemble at Drury Lane 
and spent his leisure in making most detailed and 
laborious drawings of the Abbey, the old palace of West- 
minster, and the streets of the Sanctuary. A portfolio 
of reproductions of his drawings from originals in the 
possession of the Society of Antiquaries, was recently 
(1923-4) published by the London Topographical 
Society. The Westminster collection contains many 
of his pencil studies for these and other similar drawings. 

A rare etching by Wenceslaus Hollar, of New Palace 
Yard and Westminster Hall 1647, showing the ‘Clock 
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House and King Street Gate, is selected for repro- 
duction. Also a later view of the Hall from Smith's 
Antiquities of Westminster, 1805, showing the curious 
accretions which gathered round the entrance. These 
mean buildings were at first prisons, vulgarly known 
as Hell and Purgatory. There was also a Heaven, 
presumably a tavern from the beginning, as ultimately 
all three were. The original pencil sketch for this 
engraving is in the collection. A water-colour of an 
old house behind the Abbey proclaims that it was the 
residence of that humorous and plausible rogue, 
“ Colonel ’’ Blood, whose attempted theft of Charles II.’s 
crown more amused than annoyed that sardonic monarch. 
The Georgian houses of this district, between the Abbey, 
Millbank, and Tothill Fields, have suffered strange 
reversions from fashion to slum and back again. 

Millbank Street, in several water-colours by Emslie, 
brings us to the old Willow Walk on the river-bank, 
where, it is said, Gainsborough sketched his foregrounds. 
This district 1s rich in old alms-houses and schools— 
Grey, Blue, and Green Coats—shown in pencil sketches, 
prints, and water-colours. 

St. James’s Park, Palace, and the Mall are of course 
well represented. An enormous engraving, made up of 
many sheets, by John Kip, 1710, shows a Prospect of 
the City of London, Westminster, and St. James’s Park, 
as seen, with inadequate regard to the rules of per- 
spective, from Buckingham House. This print gives 
an astonishing wealth of detail, and was reproduced 
by the London Topographical Society in 1903. It is a 
relief to turn to a pleasing sketch of Rosamond’s Pond, 
‘‘ long consecrated to disastrous love and elegiac poetry,” 
now the dusty parade-ground of Wellington Barracks. 
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An aquatint by Paul Sandby of a military encampment 
in the Park, 1780, when the soldiers were called out to 
suppress the rioting fanned by the mad Lord George 
Gordon, brings Barnaby Rudge to mind. 

The next time St. James’s Park was used as a military 
encampment was in August, 1914. 

Buckingham House and the Palace that succeeded 
it are too familiar to interest much, but it is strange to 
note in one view that the Marble Arch once stood as a 
gate-way to the Palace. The Mall has many views, 
changing only by fashion and the growth and decay of 
trees. Pall Mall and Carlton House bring the Regency, 
a vulgar period, but with redeeming features. Nash's 
fine street never had as much appreciation during its 
existence as at its demolition, but it inspired many 
contemporary prints and drawings, which now are less 
interesting than certain views of St. James’s Market, 
Swallow Street—which then extended to Oxford Street— 
and other old streets and courts swept away in this 
grandiloquent scheme to join the Regent’s Palace and 
his Park. 

Turning west, down Piccadilly, we note a drawing 
by C. Nattes, 1824, many coaching prints, and two 
large and important panoramic water-colours by W. 
Burgess, 1789, showing the view across the Green Park 
with the back of the houses in Arlington Street. Hyde 
Park Corner and the old turnpike are familiar in many 
drawings and in Malton’s aquatint. 

In Hyde Park an old cottage near the Serpentine 
River—it really is a river—formerly called the Cake 
House, which was a fashionable resort in the seventeenth 
century, is a favourite subject. Returning through 
Mayfair, which scarcely promises the picturesque, we 
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are surprised by a delightful water-colour of Shepherd's 
Market, hardly altered since 1735, and other drawings 
by F. Calvert, G. Maund, J. 1. Wilson}eteSeaepenct 
sketch shows the house in Park Lane, still standing, 
where Mrs. Fitzherbert lived. 

Grosvenor Square and Hanover Square have many 
prints, and a beautiful impression of the aquatint by 
Pollard: and Jukes, after E. Dayes, 17S/fedesema- 
special mention. A set of the London “ Squares ” by 
these artists is a collector’s prize. 

Not the least interesting section is that of the taverns 
and pleasure gardens, so notable a feature of London 
life. The Gun Tavern stood near Buckingham Gate, 
and is shown in two drawings by T. H. Shepherd, who 
also has drawn the Old Monster Tavern and Tea Gardens, 
at the other end of Buckingham Palace Road. Larwood, 
in his History of Signboards, thinks that this unusual 
name is a corruption of ‘‘ Monastery,’ but it may be 
due to a notorious criminal so nick-named who frightened 
the feminine population in 1790 much as “ Jack the 
Ripper ”’ did a century later, and had his portrait drawn 
by Gillray after the fashion set by Sir James Thornhill, 
who went to Newgate to paint Jack Sheppard. The 
‘Monster,’ the ‘“‘ Angel,’’ and the “ Elephant ” all had 
their differently coloured omnibuses in the pleasant, 
leisurely days of horse traction. 

Near the ‘ Monster,” “‘ Jenny’s Whim” was the 
popular equivalent of Ranelagh or Vauxhall. Victoria 
railway station and its sidings have sadly altered 
what must have been an amusing corner, for a few 
yards further west towards Chelsea actually stood a 
theatre—the Royal Orange; then Strombolo House 
and Gardens—the House still remains—and, opposite, 
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the famous Chelsea Bun House, which was not in 
Chelsea at all. 

We have not mentioned the general and river views, 
mostly in coloured aquatinta, as these, from their 
popularity with collectors, are more familiar; but a 
lovely View of Westminster Bridge from King’s Arms 
Stairs, Lambeth, by J. W. Edy, 1800, cannot be passed 
over. We reproduce a coloured aquatint by R. Havell, 
1817, in which the new Waterloo Bridge has prominence. 
Westminster and Blackfriars Bridges are again the 
principal objects in the charming pair of oval aquatints 
from Valentine Green and F. Jukes, well known to 
connoisseurs. The several river views by the diary- 
keeping Academician, Farington, are of course here ; 
in fact, no well-known print seems to be absent, and the 
number of minor or less important prints is legion. 

Such a collection as this, which has been so in- 
adequately described, deserves, however, more atten- 
tion from its custodians than so far they have been able 
to afford. Library authorities know that a pile of 
books is not a library; the books must be classified, 
displayed and catalogued. This great pile of prints is 
at present a pile only. There is no display, no arrange- 
ment, not even a proper catalogue. 

It is fully realised that until the extra space and 
expenditure can be provided to equip a properly fitted 
print room, which is necessary to make these valuable 
possessions freely and readily available to the public, 
the ‘‘ Westminster Collection ’’ must remain but the raw 
material for a real collection. 
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THE ETCHED WORK OF M. A. J. BAUER 


By W. BLOEMKOLK 


%}N looking over the work of Marius Bauer, 
some striking qualities are obvious: a 
% boundless imagination, a wonderful per- 
fection in composition and facility in handling 
such different materials as chalk, paint and the etching 
needle. Although Bauer has used the one as well as 
the other, it is his etched work which will be discussed 
in this article. 

His imagination is certainly the most remarkable 
and admirable quality, and with the aid of this 
mental gift the composition of his works has never 
given him any trouble. The impressions committed 
to his memory have provided constant food for 
various works during many years, and there is not a 
case of repetition to be found. This is in contrast 
with the trouble that great artists often have in 
completing the composition of a proposed work, for 
which a good many preparatory studies are usually 
necessary. 

There are some more important points to be observed 
in the work of Bauer, different from that of most other 
artists. There is a high degree of perfection in it 
from the beginning, and even his very first etchings are 
not tentative productions, but real masterpieces. Both 
in artistic and in technical merit they are of a high order 
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and on the same level as his recent work. There are 
very few artists who have a natural gift to the same 
extent as Bauer for interpreting their feelings, some- 
times in a few lines, so easily and directly, without any 
training. In the same category may be ranked Rem- 
brandt and Whistler. 

Many small drawings are in existence which he made 
at a very early age, representing scenes with cavalry, 
theatricals, animals, etc., so cleverly done that they 
already proved his natural gift. 

As a boy at the elementary school he already showed 
a preference for Eastern subjects, covering his books 
with drawings of Orientals, palms, camels and _ pro- 
cessions, and at that time he displayed an instinctive 
' feeling for Oriental mystery, as well as a gift for 
composition and a power of expressing his thoughts 
spontaneously. 

M. A. J. Bauer was born on the 25th January 1867, 
at The Hague. His father was a house-decorator, a 
man of artistic feeling and passionately fond of pictures. 
He used to collect reproductions of paintings and 
engravings, which he pasted into a large book (still in 
the possession of his daughter), and discussed them 
with his six talented children. Three of them; Marius, 
Willem and a sister, were sent to the Academy at The 
Hague, where many great artists, such as the brothers 
Maris, Jozef Israels, Mauve, Bosboom, Weissenbruch, 
etc., were trained. Willem became an architect, but 
died young, after having made some fine buildings, 
among others a country-house for his brother Marius, 
on the occasion of his marriage with Miss Stumpff, also 
a painter, who became his faithful companion on_ his 
subsequent journeys to the East. 
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M. A. J. BAUER. (a) Op Ciotues Man. (W. 49) (b) A Stampout CorreeHouse (W. 72) 


Sizes of the original etchings (a) 243 x 12 inches. (b) 2X 3$ inches 


During the three years in which Marius Bauer attended 

the classes of the Academy, he succeeded in repressing 
his love for Oriental subjects and acquired a thorough 
knowledge of the art of drawing and painting. There 
can be no doubt his mission was to express the mystery 
of the East. From the first he distinguished himself 
by the imaginative composition for which his work 
has been so conspicuous. At this time he made the 
acquaintance of Mr. E. J. van Wisselingh, who resided 
at The Hague and to the present day a friendly relation- 
ship continues between the artist and the firm of this 
name. Soon after leaving the Academy, at nineteen, 
Bauer was enabled to gratify his fondest wish, which 
was to make a journey to the country of his dreams. 
Although it was only as far as Constantinople, it was 
sufficient for him to write home excitedly: “I see 
everything just as described in the Arabian Nights.”’ 
The first sight of the Aya Sophia, the Turks devoutly 
praying in the mosques, moving in the streets or drinking 
coffee, must have made a profound and mighty im- 
pression on his sensitive mind. 
Except short notes in his pocket-book, concerning 
details of buildings, costumes, etc., he did not draw 
much from nature, but immediately after his return 
to Holland, he began to elaborate his impressions, 
which he was eager to delineate with pencil, chalk and 
paint, but chiefly with the etching-needle. In those 
days he made at least fifty small etchings, all repre- 
senting scenes of Constantinople and Stamboul, which 
are full of elegance, tenderness and charm. 

Some of these are so masterly and the execution is 
so simple, while the effect is brilliant, that we have 
some difficulty in putting out of our mind the work of 
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M. A. J. BAUER. Tue Tower or Base. (W. 57) 


Size of the original etching 6} x 4% inches 


Rembrandt, the greatest etcher of all time; and still 
they are individual. Looking at these small prints, 
we are carried into the region of ideals ; we may search 
in vain for realism in them, they are like visions. It is 
wonderful that a youth still under twenty could feel 
and know how to express the mystery of the Eastern 
people and the beautiful architecture of their buildings 
and towns, as deeply as he did. It was not only for 
the mighty lines of the Aya Sophia or the charming 
minarets that he was enthusiastic. Many artists have 
painted the subjects before, but they lack what Bauer 
gives them, the history of many centuries, the mystery 
Ore nesOricnt. 

A few of them are reproduced here: W. 49 (') The 
Old Clothes Man, a brief note, just a few lines, but giving 
the real character, is clever without being smart. The 
same is true of W. 72, A Stamboul Coffeehouse. This 
hasty criss-cross of lines is a reminiscence of a party 
of gesticulating, dirty Mohammedans, taking their 
coffee. In W. 112, also reproduced, we see already the 
natural feeling for light and shadow, so characteristic 
of Bauer’s work, the bitten line alone being his medium 
for expressing it. 

These small plates have no pretension to technical 
value, being the first experiments, and yet how pure 
they are, although only attempts, without effort. They 
were not esteemed so much at that time, except by a 
small circle of friends, who were enthusiastic, and 
the few impressions made, on the press of one of 
these friends, were shared between them. There was 
no idea of getting any financial profit out of them, 


1 Catalogue-number of the publishers, Messrs. E. J. van Wisselingh & Co. 
by whose courtesy the etchings here illustrated are reproduced. 
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(W. 86) 


& 5i5 X 34 inches 


M. A. J. BAUER. A TurkisH BuTcHeEr. 


Size of the original etchin 


and the zinc plates were carelessly laid aside. in the 
artist’s studio. 

Some larger plates, such as W. 203, In Stamboul, 
W. 204, Street in Constantinople, W. 205, Aladdin, and 
W. 206, A Viziy, were destined to be published, but 
owing to the little interest taken in them at that time, 
an interim edition of ten or twenty copies was con- 
sidered sufficient. This is why in some cases the early 
editions of these plates differ somewhat from the later 
proofs and are not numbered. Proofs of the plates 
to,complete the number of 100 were printed later, 
which accounts for the difference in colour of the ink 
and paper. 

Soon after his first journey Bauer went to Egypt and 
Palestine, and besides some more small etchings he 
produced, in the intervals between these trips, a number 
of larger plates, of which the following are specially 
to be mentioned: W. 213 Entry of a Queen (1894), 
W.215 Mohammed I1., W.216 Mosque El Ashar, 
W. 217 Mosque El Hassan, W. 219 Pilgrimage, W. 220 
mesic eC aio, \V. 22) A Festival Day (1895), etc. In 
1898 Bauer went to British India, impatient to see the 
Oriental pomp shown at the Indian courts of which he 
had read so much, and which had already inspired him 
to illustrate the work by P. Villiers de L’Isle Adam, 
«« Akedysseril,’’ with eight etchings. 

This voyage may be considered the greatest time in his 
career, the whole journey being continual excitement for 
him. On his return home he made the following charming 
small etchings: W. 57 The Tower of Babel, W. 113 Pro- 
cession with Elephants (both reproduced here), W. 89 
Elephants 1n Hyderabad, W.98 Fort at Agra, W. 30 
-Hindoo Temple, W.39 Snake-charmer, W.112 By the 
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(W. 112 


x 48 inches 


M. A. J. BAUER. A Gate IN CONSTANTINOPLE. 


ginal etching 63 


Size of the ori 
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Ganges, W. 50 Gwalior, W. 62 Mosque in British India, 
W. 82 Ortental Town, W. 24 Palace of Fatipur Sikri, etc. 

There is a great distinction to be observed in these 
small etchings, and a remarkable difference between 
these and the etchings of Turkey. This is due, to a 
certain extent, to the fact that for his plates of Turkish 
subjects the cheaper zinc was used, and for his Indian 
ones, copper. But there is also a marked difference in 
technique between the two, and a difference in 
temperament as well. It matters little which group 
you place first ; both have their own qualities and charm, 
the zinc plates giving casual effects, sometimes more 
picturesque, while the copper plates are more pure and 
Ueleateee Ones can enjoy the completeness of the 
Indian etchings, the charming compositions, the great- 
ness, even in prints of such small dimensions, and still 
appreciate the spontaneity and poetical sentiment of 
those small and unpretending zinc plates. The beauties of 
the Orient were never so lovely in the concrete as they 
are to be found in these etchings. It is remarkable 
that to Bauer Nature is but a suggestion. Once an 
admirer asked him: “ How is it possible to remember 


everything you observe on your travels? ’’ And he 
answered with a sigh: “It is rather difficult to forget 
fealty eee atother, time a lady artist consulted 


him. She had been in an academy and told him 
that she could draw and paint Nature after several 
years of study. His advice was: “ Cease working after 
Nature, look at your subject attentively and draw it the 
next day, this is the only way to produce individual 
work.” 

It was in 1902 that the proposal was made to print 
the small plates in editions of 100 proofs each. It 
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M. A. J. BAUER. Procession wiTH ELEPHANTS. (W. 113) 


Size of the original etching 6% X 48 inches 


appeared, however, that several had been spoiled during 
the time that they were stored, and the number of 
plates was reduced to 135. The editions were carefully 
tested, signed by the artist, and numbered, and soon 
afterwards they were all purchased chiefly by con- 
noisseurs. In the meantime, the artist not being 
satisfied with the expression of his over-excited imagina- 
tion, produced a great number of water-colour drawings, 
oil-paintings and the large etchings: W. 222 By the 
Ganges (1898), 223 Entrance of a Mosque, 224 Elephants, 
and 225 Terrace of a Mosque (1899), 226 Jerusalem 
(1900). 

With the publication of these large plates came the first 
recognition of his merits. At the World-Exhibition at 
Paris in 1900, the jury awarded Bauer the “ Diplome 
d’honneur,’’ which he shared with the famous Whistler. 
This was a great event for the young artist, and from that 
time forth his career was one of uninterrupted success. 
Honours accumulated, gold medals at all the exhibitions, 
in Holland and abroad, while the Queen finally completed 
all these distinctions by conferring on him the Cross of 
the Order of Orange-Nassau. All these honours happily 
did not disturb the artist, who remained the most simple, 
open-hearted man one could possibly meet. 

At this time Bauer made a number of large plates, 
among which special attention should be drawn to 
W. 228 A Festival Day, a dry-point, and one of his best 
works. The ten copies only which could be printed 
aresin red ink’; they are, of course; very scarce, only 
one having occurred in the market during the last 
twenty years. Another fine one is W. 229 Cavairy 
(1901), and W. 232 Benares (1905). This superbly 
beautiful plate was finished in 1899 and ten or twelve 
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M. A. J. BAUER. Porcu or a Mosque. (W. 230). First State 


Size of the original etching (in the Municipal Museum, Amsterdam) 
263 X 22 inches 
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M. A. J. BAUER. Porcu or A Mosque. (W. 230). Third State 


Size of the original etching (in the Municipal Museum, Amsterdam) 
262 X 22 inches 
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proofs were taken, when an accident happened to the 
copper-plate, and six years passed before the artist 
corrected it and the remainder of the edition could be 
printed. There is a slight difference between the first 
proofs and the later ones. In 1910 the etchings W. 233 
Oriental Palace, W.234 Hyderabad, and W.235 A 
Festival Day by the Ganges were published. 

Another quality in this versatile artist is his boundless 
activity. In fact, he is a great worker and never idle. 
At present, at the age of only fifty-eight, the number of 
his works, paintings, drawings and etchings is enormous. 
In the books of the publishers of his etchings, Messrs. 
E. J. van Wisselingh & Co. at Amsterdam, are entered 
about 250 plates with an edition of 100 copies each, 
several with an edition of twenty copies or less and a 
number of single proofs of plates which have been 
spoiled. Further we find some books, illustrated by 
Bauer: ‘‘ Akedysseril,’’ by Villiers de L’Isle Adam, 
translated into Dutch by K. J. L. Alberdinck Thym, 
with eight etchings, which have also been published 
separately (1894); “La Légende de St. Julien 
l’Hospitalier,’”’ by Gustave Flaubert, with ten ltho- 
graphs, published in an edition of twenty copies, five 
of which are signed (1891) ; “ Carel ende Elegast, an 
old Dutch tale, with ten lithographs, an edition of fifty 
copies, ten of which are signed (1893). 

Another book illustrated by Bauer especially worthy 
of admiration is ‘‘ La Jeunesse Inaltérable ou la Vie 
Eternelle ”’ (1897). On one of his excursions to the 
Balkans the artist made the acquaintance of Mr. Ritter, 
a member of the French Embassy in Rumania, who 
presented to him a poorly printed pamphlet, containing 
a Rumanian popular tale, which he got from the mouth 
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AN ORIENTAL PRINCE. (W. 236) 


M. A. J. BAUER. 


ize of the original etching 


of the people and translated into French. It inspired 
Bauer to make a set of the most beautiful small etchings, 
illustrating this tale, which gave a pretext for re- 
printing the story. Nineteen of the etchings were 
selected for the purpose, but the number being too 
many for the short text, the publisher invited the Dutch 
artist, G. W. Dysselhof, to enrich the pages with wood-cut 
decorations, thus leaving less space for the letterpress. 
But he found, after making one block, that this process 
did not suit the delicate etchings and type, so he 
decided to etch his decorations also, forty-eight in all. 
The result of this was a very fine, harmonious effect. 
Owing to the fact that etchings cannot be printed on 
both sides of the paper, the publisher decided to produce 
the little book in Japanese form, printed on one side. 
The edition consists of 250 copies, the first ten being 
on vellum. One of the etchings is reproduced here. 
Besides the plates regularly published in editions 
mostly of 100 copies, which are all signed by the artist 
and numbered (with the exception mentioned above), 
there are a few other exceptions, when the artist was 
asked to make an etching for a special purpose, to 
illustrate a catalogue of his work (Messrs. Colnaghi & Co., 
1911) or for a special article on his work in a periodical. 
He did not take precautions, being convinced that the 
copper-plates would not be irregularly used; but in 
one case it appears that the publisher of a foreign 
periodical took advantage of his thoughtlessness by 
printing and selling proofs without the artist's per- 
mission, from a copper-plate which Mr. Bauer had 
made for a special number of that review. In contrast 
with the fact that all etchings by Bauer are signed by 
the artist, the proofs of these etchings are of course 
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M. A. J. BAUER. ItLustraTion To “ La JEuNESSE INALTERABLE,” (W. 238) 
Size of the original etching 53x 44 inches 
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unsigned. It need not be said that these prints have 
no artistic merit or value whatever, because they were 
printed in an unlimited number. 

In the evening the artist used to read the 1,001 tales 
of the ‘‘ Arabian Nights,” and for amusement he covered 
the margins of the sixteen volumes with drawings in 
pen, pencil and water-colours—over 3,000 in aloe 
foreign visitor, seeing one of the books in his studio, was 
anxious to buy it, but the artist resented the proposal. 
A few months later, however, he came to Messrs. van 
Wisselingh and said: “ After the proposal of that 
gentleman the thought occurred to me to dispose of 
the book of the 1,001 Nights as there is no more space 
left to draw upon, so why should I keep it any longer ? 
I have enjoyed it sufficiently.” A few days afterwards 
it went to the collection of a Dutch art-lover, and 
Bauer, having bought another sixteen volumes, started 
again, with the difference that these were covered with 
4,000 drawings. The task was finished in 1922 and went 
into the collection of another amateur at Amsterdam. 
The 7,000 drawings in these two works are marvellous 
results from the enjoyment of these unbridled and fan- 
tastic tales, which had a lifelong fascination for Bauer. 

As is well known, in the process of making an etched 
plate, proofs are printed from time to time, to ascertain 
the progress of the work. These proofs, showing the 
different states, form an interesting and instructive 
lesson in this art. The same procedure, of course, 
occurred in the case of Bauer, especially with his large 
plates. Unfortunately: the trial proofs showing the 
different states of the greater part of his etchings were 
either lost or destroyed, with the exception of the 
plate W. 230, Porch of a Mosque (1904). Of this the 
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trial proofs were preserved and the nine states of the 
etching, with the copper-plate, are now in the Municipal 
Museum of Amsterdam. The first and third states are 
here reproduced. They give a good example to young 
artists and an idea of the power of the master, consider- 
ing the size of the plate and the important alterations 
made between each printing. This is the only one of 
all Bauer’s plates that has not been destroyed. 

In 1914 the artist went for a short holiday to Paris, 
but, busy as always, he took a copper-plate to his room 
in his hotel and produced in this uncomfortable place 
what we may consider his masterpiece, W. 236 An 
Oriental Prince. The trial proofs and the edition of 
ninety copies were printed at the office of M. Ch. 
Wittman at Paris. All the other etchings of Bauer 
have been printed at Messrs. Mouton & Co.’s office 
at The Hague. 

The publication of An Onental Prince was an 
important event, the whole edition being sold in 
Amsterdam within a few days, and many admirers of 
Bauer’s were disappointed at not having had the 
opportunity of obtaining a copy. This was _ the 
initial motive for making a subscription list for future 
plates. 

A considerable part of the etched work of Bauer has 
been acquired by English and Scottish collectors, the 
latter especially being the most appreciative of his work 
outside his own country. The same thing happened with 
the work of the painters of the Dutch School, the brothers 
Maris, Mauve, Bosboom, Jozef Israels, Weissenbruch, 
etc. There are also a good many of his etchings in the 
United States, but in France, Germany and Scandinavia 
they are not yet sufficiently known. 
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Although the War caused some hindrance to the artist 
in travelling abroad, it did not prevent him working just 
as usual, and a number of important etchings were 
produced during that time. W. 240 The Holy Camel 
(1914) is a wonderful glorification of the annual trip 
of the white camel, bringing the holy carpet from Cairo 
to Mecca. W. 242 and 243 (1916) are two charming 
upright etchings, of which one, An Oriental Pasha, is 
reproduced here. The princely attitude of the pasha 
on horseback is remarkable, as well as the expression of 
light in this etching, which holds a place apart in Bauer's 
work. W. 245 Festival Entry (1918) is a composition 
of unbridled movement, and W. 246 Hindoos Bathing, 
also reproduced, represents again the holy river Ganges, 
with many Orientals bathing or resting under big sun- 
shades. It is curious to see how much this place 
fascinates the artist. It has inspired the creation of 
many etched and painted works, representing different 
events, the people bathing, funeral ceremonies (W.231), 
TAKES etce 

During the last two or three years the artist has 
returned to his first love, the small etching, and has 
produced some very charming plates in 1922, 1924, 
and especially in 1925, when nineteen new small plates 
were published, the result of another journey to British 
India, after an interval of several years. As it would 
be impossible to mention in this limited space every 
etching of this prolific master, it will interest the reader 
to learn that Messrs. E. J. van Wisselingh & Co., of 
Amsterdam, have in progress a complete chronological 
record of his etchings, with reproductions of every plate. 

Mr. Bauer curiously enough had always objected to 
visit the Dutch Indies, where he did not expect to find 
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M. A. J. BAUER. Tue Hers Bazaar. (W. 255) 


Size of the original etching 9 % * 7§ inches 
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subjects which would attract him. There occurred, how- 
ever, an unexpected opportunity a few months ago, as 
he was invited to come over by a committee of residents 
in the Dutch Indies, who intend to offer Her Majesty 
Queen Wilhelmina a present on the occasion of her 
silver wedding next year. Mr. Bauer will make one or 
more etchings, which will not be published, but his 
enthusiastic letters about Java and Bali suggest that 
he may possibly do something more than execute his 
commission. 

I hope that this description may give an idea of the 
artist and of his etched work, which is of a high order 
and worthy of appreciation by every lover of fine prints. 
Although Bauer has always had a fair measure of artistic 
success there are still people who do not sufficiently 
perceive the great qualities of his work. 
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THE ENGRAVINGS OF HANS BALDUNG 
GRIEN 


vee tone feo A 


Gat is a curious fact that none of the early 
«@ disciples of Diirer achieved fame as en- 
© gravers. The majority, indeed, including 
844 Kulmbach, Traut and Schaufelein, are not 
known to have practised in that branch of the graphic 
arts at all,a fact which is the more surprising since they 
were working under Diirer’s guidance at precisely the 
time of his first great masterpieces with the burin. If 
in Ludwig Krug we have a regular exponent of the 
engraver’s craft, his merits are not such as to call for 
particular attention; Hans Baldung Grien, on the other 
hand, an artist of acknowledged genius and originality, 
owes little of his present-day reputation to works other 
than his pictures, woodcuts and drawings. With the 
younger members of Diirer’s following the matter, of 
course, is altogether different. Jorg Pencz and the 
brothers Beham did an immense amount of work on 
copper, while as painters, they produced comparatively 
little. But not until the coming of these younger artists 
did the Nuremberg school bring forth engravers of 
importance apart from its recognised leader. Diirer’s 
example, so far as the technique of engraving is con- 
cerned, made itself strongly felt only on the second 
generation of his disciples. 
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But if with Baldung the practice of engraving must 
be accounted a matter of secondary importance, his 
few existing works in this technique have yet a strong 
claim to our interest. Numbering six in all (not counting 
a print of doubtful authenticity), they are works of 
no mean accomplishment and cover a wide range of 
subject-matter, though in point of time they are at 
no great distance from one another. Without exception, 
moreover, they belong to the “ rarissima,’’ if not the 
“unica,” and thus from the collector’s point of view 
the appearance of any one of them on the market is an 
event of some importance. No apology, therefore, 
need be made for here devoting a few critical remarks 
to the subject of Baldung’s engravings. 

Being both signed and dated, the plate of 1507 re- 
presenting an old bearded man making amorous ad- 
vances to a girl (while the latter is picking the purse of 
her companion), constitutes the best point of departure 
for our survey (No. 1). Special interest, moreover, 
attaches to this work, as in the past it gave rise 
to much heated controversy among critics.’ Writing 
about the middle of the seventeenth century, Joachim 
von Sandrart described a purely mythical engraving, 
supposed to be dated 1455 and according closely with 
Baldung’s composition. On the ground of this descrip- 
tion such writers as Knorr and Heinecken pronounced 
the latter to be a copy executed after one of the early 
(or even earliest) incunabula of engraving. It remained 
for Brulliot, Bartsch and finally Eisenmann to disperse 
this idle legend; needless to say the existence of 
Sandrart’s print of 1455 has at the present day lost all 
credence, while the theory, too, has definitely been 

1 See Eisenmann in Meyer’s ** Kiinstlerlexikon,”’ Vol, II., p. 625. 
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First State (Dresden) 


ginal engraving 173 X 139 mm, 


No. |. 


O_tp Man Empracinc A GIRL. 


HANS BALDUNG 
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rejected that Baldung was copying an older original. 
It is now generally known that the subject of the 
lecherous old man was frequently treated by Northern 
artists of the late fifteenth and early sixteenth centuries. 
Along with the theme of Aristotle and Phyllis it seems, 
indeed, to have been one of the most popular of a 
satirical variety. There are numerous renderings of it 
belonging to Cranach and his school, these being gener- 
ally of a similar two-figure (half-length) type of composi- 
tion as adopted by Baldung. A three-figure composition, 
however, likewise occurs, and there is at least one 
example of full-length standing figures in place of half- 
length figures. Occasionally, too (as with the Master 
of the Housebook and Israhel van Meckenem), one 
meets with companion pieces, one being the ordinary 
subject as described above, the other representing an 
old woman embracing a youth. A convenient survey 
of the iconography of this theme is given in Diederich’s 
‘Deutsches Leben der Vergangenheit,’’ to which we 
refer the reader for further information.* 

Dating, as it does, from the year 1507, Baldung’s 
engraving belongs to the early stage of his artistic 
activity, during which he was working as an apprentice 
of Diirer. While it is not lacking in humour and aptitude 
of characterisation, the handling of the burin betrays 
the inexperience of a beginner; the composition, too, 1s 
somewhat cramped and awkward, and the figures fail to 
give a convincing effect of substance and action. These 
signs of immaturity become clearly discernible on com- 
paring the engraving with a recently discovered panel of 
the same subject, which Baldung painted in 1528.” This 


1 Jena, 1908. Vol. I, plates 83, 84, 219, 464, 465. 
2 Reproduced by Buchner in ‘ Beitriige zur Geschichte der deutschen 
Kunst; Vol. I (1924). p: 297. 
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HANS BALDUNG. Groom Bripiinc A Horse. No. 2 (Berlin) 


Size of the original engraving 334 X 211 mm, 





important picture passed unnoticed through a London 
saleroomin July, 1924, and was subsequently acquired by 
the Karlsruhe Gallery. Quite ap-rt from its merits of 
colour, there is no mistaking the firmer grip of character, 
the greater individuality of the types, the freer move- 
ment and ampler composition of the later work. None 
the less the engraving bespeaks an artist of unusual 
parts. As early as 1507 Hans Baldung must already 
have achieved a considerable reputation among his 
fellow-apprentices in Diirer’s workshop. 

It is not easy to determine the exact chronological 
sequence of the three remaining signed engravings, as 
they are all undated and the evidence of style appears 
somewhat conflicting. All things considered, however, 
it seems probable that the splendid plate representing 
a Groom Bridling a Horse should be dealt with next 
and assigned to about the period of 1510-12 (No. 2). 
As need hardly be pointed out, it was inspired in 
subject and composition by Diirer’s Little Horse (B. 96) 
of the year 1505, and reveals, moreover, a very 
Diireresque landscape background of a type recalling 
the well-known St. Eustace and the Rape of Amymone. 
This, of course, might seem to suggest a somewhat 
earlier date; but it cannot after all be relegated to 
Baldung’s Nuremberg period, as it is signed with a 
three-letter monogram, which first occurs in 1510 and 
does not really become usual until some years later. 
Short of its being, as we suggest, of about 1510-12, it 
would be more plausible to assign the Groom Bridling 
a Horse to the ’thirties than to the first decade of 
the century. To the year 1534 belong Baldung’s 
well-known woodcuts representing groups of horses 
in various attitudes, and as Buchner has recently 
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shown,' the sheet known as the Sleeping Groom must be 
roughly contemporary with the other animal studies, 
though it has been traditionally dated 1544. But 
while the engraving has outwardly much in common 
with these woodcuts, the strong influence of Diirer 
would not be compatible with so late a date. No such 
objection, on the other hand, presents itself for the 
term of years about 1510, during which Baldung was 
first working as an independent master at Strassburg. 
It will be observed, moreover, that the monogram on 
the engraving does not correspond exactly to the three- 
letter type recurring frequently from 1512 onwards, 
the middle letter G being here inverted. This is not 
known to occur elsewhere, but another variant is met 
with in 1511, the large woodcut of the Holy Family 
(Eisenmann 7) showing a small capital B detached from 
the upright of the H. 

The Groom Bridling a Horse is undoubtedly the finest 
and most important of Baldung’s engravings. On the 
mere consideration of its size and technical accomplish- 
ment it would claim our attention to an unusual degrec, 
but apart from that, it has a largeness of style and 
virility of spirit which proclaim it the masterpiece 
among the artist’s plates, both signed and unsigned. 
The remaining works of the former category, two small 
roundels representing Christ at the Column and the 
Lamentation (Nos. 3, 4) can have been executed but 
little later, but they are neither outwardly so ambitious 
nor sO uncommon in point of subject-matter. While the 
Groom is comparable only to the finest plates of Diirer 
himself, it is more to the works of the Kleinmeister 
that the two roundels approximate. Nevertheless 

Buchner, ut supra, p. 300. 
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they bear the unmistakable impress of Baldung’s in- 
dividuality, and in one case at least, the Christ at the 
Column, we have a distinct deviation from the current 
conventions of iconography. The single figure of Our 
Lord suspended from the whipping-post is by no means 
of frequent occurrence in German art. Somewhat 
analogous, however, to the engraving is the woodcut 
of 1517, also by Baldung, representing the Man of 
Sorrows before the Column, supported by an Angel. 
Stylistically, too, these works have points of resem- 
blance, the figures in both cases being placed in a side- 
long attitude by which the effect of outline becomes 
strongly accentuated. Being appreciably larger than 
the Christ at the Column, the Lamentation can hardly 
have been designed as a companion piece to it, but 
the recurrence of the big radiant nimbus and a general 
resemblance of the forms and treatment bespeak a close 
relation of the two pieces as regards their date. As 
Curjel has pointed out,’ the Lamentation approxi- 
mates to the same subject in the Hortulus Anime 
printed by Martin Flach at Strassburg in 1512. In all 
probability the two engravings are also of that date. 
In artistic merit the Lamentation, if less original, is 
none the less superior to the other, the recumbent 
figure of Christ in particular being of great beauty and 
dignity, and the whole composition admirably adapted 
to the circular format of the plate. 

Of the two unsigned engravings which are generally 
accepted as Baldung’s, the Nude Bust of an Old 
Man (No. 5), preserved in a unique impression at 
Gotha, is so characteristic of the artist as hardly to 
require a discussion of its authorship. | Numerous 

1 Curjel, Hans Raldung Grien (Munich, 1923), p. 156, No. 4. 
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HANS BALDUNG. (a) CurisT aT THE CoLuMN. No. 3 (Vienna) 
(b) THe LAMENTATION FoR Curist. No. 4 (Berlin) 


Size of the original engraving : 
(a) 49 mm, diam. (b) 66 mm, diam. 
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examples could be adduced of similar features with 
much the same scowling expression ; a similar stone- 
work framing, too, occurs, as we have seen, on the 
engraving of the Old Man Embracing a Girl. The treat- 
ment, moreover, though certainly freer and more 
masterly, has much in common with the open linework 
of the plate of 1507, and thus one may confidently 
assign the Gotha bust to the same or a slightly later 
date. An unsigned St. Sebastian, of which only a 
damaged specimen at Vienna has survived, is far more 
of a problem (No. 6). To all appearance the Vienna 
impression was pulled from an unfinished plate, and 
this naturally aggravates the question of its dating, as 
indeed that of its authorship. Strangely enough, Liitzow 
expressed the view that it was particularly charac- 
teristic of Baldung in type and style’; more recently, 
again, Curjel pronounced it to be closely related to the 
woodcut of St. Sebastian dated 1512, and assigned it 
accordingly to about the same year.” In point of 
fact, this engraved St. Sebastian is anything but a 
typical creation of Baldung. Comparing it with the 
woodcut of 1512, the unbiassed judge might even 
hesitate in accepting it as Baldung’s at all, so strongly 
opposed is it to the intense pathos and dramatic energy 
of the other work. Rather more convincing analogies 
are offered by the woodcut Pass. III., 204, 253,° 
which after being formerly attributed to Diirer, is now 
generally recognised as a work of Baldung dating from 
his Nuremberg period. If one is really right in claiming 

1 “Geschichte des deutschen Kupferstiches und Holzschnittes ”’ (Berlin, 
LEQE)) Dak 7O. 

2 Curjel, ut supra, p. 156, No. 6. 


3 Reproduced by E. Pock in ‘‘Die deutsche Graphik,’? Munich, 1922, 
plate 86. 
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the engraving for Baldung (all things considered, we 
incline to think so), it is probably best dated at about 
1509-10. It should be emphasised, however, that for 
the present there remains room for doubt, both as 
regards its date and authorship. 

To conclude, a few remarks must be devoted to a 
small and very scarce print of the Annunciation which 
was first mentioned by Nagler (Monogrammisten 1, 
vol. iii. p. 357), but subsequently disappeared from sight 
entirely. An impression was lately re-discovered by 
Wolfgang Stechow at Géttingen, and published in a 
recent issue of the Belvedere (No. 24, p. 195). As pointed 
out by Stechow, the composition is a close adaptation of 
Schongauer’s engraving, B. 3, while the tuft of grass 
to right of the Virgin is an exact copy in reverse from 
Diirer’s Virgin with the Monkey (B. 42). Like many 
other pasticcios more or less lacking in personal. char- 
acter, the Gdttingen Annunciation is signed with the 
monogram of its maker, this being composed of the 
letters ‘‘H G,”’ and closely resembling the monogram 
on Baldung’s engraving of 1507 and other works of his 
Nuremberg period. Clearly enough, if the attribution 
to Baldung is to be considered seriously, we must revert 
to the time of his earliest juvenilia. Of these, however, 
little has as yet been definitely established. The 
Lichtental and Lautenbach Altars merit consideration 
as such, and there are furthermore the woodcuts in 
Schaffner’s Hortulus Animae of 1498 and the Salus 
Animae, printed at Nuremberg in 1503.7 It is not 
to be denied that a superficial resemblance exists 
between the flying angel on the engraving and certain 
figures on the Lichtental Altar. Nevertheless, it was 


1 See Curjel, wt supra, plates 1-6; p. 162. 
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doubtless the monogram which suggested the attribution 
and; as need hardly be said, the evidence of a mono- 
gram cannot be accounted final. A similar signature 
occurs on Strassburg book illustrations of about 1510, 
and also on a small unique engraving of St. Paul, formerly 
in the Huth collection.t These are certainly not by 
Baldung. As to the derivation of the engraving from 
Schongauer and Diirer, no further importance attaches 
to this, as about 1500 a countless following was 
being inspired by these artists in all parts of Germany. 
Until further evidence is adduced the Géttingen A mnunci- 
ation must be dealt with sceptically. It is not impossible, 
however, that when more light is shed on the opening 
phase of Baldung’s activity the attribution first made 
by Nagler may be found to carry conviction. 


LIST OF ENGRAVINGS BY HANS BALDUNG GRIEN 


1._AN OLD Man EMBRACING A GIRL (dated 1507). Signed. 
173X139 mm. Pass. III, 319, 35° Naelcrel tia o0 ee 
944; Eisenmann, p. 630, 3; Curjel 12) Signed 7G. 
below to r. First State: the date occurs twice (in r. top 
corner and, in reverse, immediately below the monogram). 
Impression: Dresden (very fine). Second State: without 
the second date. Impressions: Berlin (2, both damaged) ; 
Vienna (late). 

2.—A Groom BrIDLING A Horse (about 1510-12). Signed 
H.G. B. (G. in reverse) to r. near centre. 334X211 mm. 
B. VII, 305, 2: Pass. II], 319,°25) Bisenmannip 
Curjel 3. Impressions: Berlin; Bremen (much damaged) ; 
Bérner Sale, May 1924, lot 82-700 mk; do. do. May 
1925, lot 101 (duplicate from Vienna) 220 mk; Diuisseldorf ; 
Goéttweig; London (very fine); Vienna; Zurich (Dr. K. 
Escher). 

3.—CHRIST AT THE COLUMN (probably 1512). Signed H. G. B. 
below to 1. Diameter 49 mm. B. VII, 304, 1; Eisenmann, 
p. 630, 1; Curjel, 5. Impression: Vienna (from Hofbibliothek 
collection, cut to borderline). 

1 See Pass. III, 322, 63; Nagler, III, 331, x. Willshire, 11, p.249 (7, 25); 
Cat. Huth Sale (Sotheby, 1911; lot 71). 
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4.—TuHE LAMENTATION FOR CHRIST (probably 1512). Signed 
A. G. B. (in reverse) above to r. Diameter 56 mm, 
Curjel 4. Impression: Berlin (from the Lanna collec- 
tion; Singer 1682, as Binck; sale cat. 1909, lot 884, 
5,000 mk.). 


5.—NuDE Bust OF AN OLD MAN (probably 1508). Unsigned. 
105x72mm. ‘Térey (Handz. H- B.wG. 3) 22 acer 
2. Impression: Gotha (very fine). 


6.—St. SEBASTIAN (probably about 1509-10). Unsigned. 
116x73 mm. Pass. III, 320, 4; Eisenmann; p. 63074 
Curjel 6. Impression: Vienna (Albertina collection, 
damaged, with small margin). 


Doubtful. 


1.—TuHeE ANNUNCIATION. 100X62mm. Nagler III, p. 357; 
Stechow (Belvedere, 1924, No. 24, p. 195); Lehrs (Schon- 
gauer), p. 41, No. ld. Signed H.G. on a tablet, below 
to r. Impressions: Berlin; Gd6ttingen (sharp, cut to 
borderline) ; Paris (Rothschild collection). 


Wrongly Attributed to Baldung. 


1.—TuHE LAMENTATION. Weigel 14904; Nagler III, p. 357; 
Eisenmann, p. 635, 3. Free adaptation of Baldung’s 
woodcut B. 5 by Hercules Seghers (Springer, plates 1 and 
25). Chatsworth. 


2.—THE DECAPITATION OF ST. JOHN Baptist. (Copy of Direr’s 
woodcut, B. 125). Cicognara Ii, 97; Nagler Silo. 
357-8. The alleged monogram of Baldung is that of 
Binck, who also copied Direr, B. 126 (B. 15, 16, Aumiller 
53, 52). 

3.—HERCULES AND OMPHALE. Pass. III, 320, 5; Eisenmann, 
p. 635, 1 (as doubtful). Friedlander (Thieme-Becker II, 
p. 404) suggests Jan Gossaert as the author of this print, 
which is certainly Netherlandish. So also Curjel, p. 156. 


4—TuHeE TuRKISH SULTAN. . Pass. II], >320;,96 7 eicenmann, 
p- 635, 2 (as doubtful). Unique trial proof of a plate by 
Diirer. See Romer, Repertorium XL. (1917), p. 219; 
Dodgson, Burl. Mag. XL. (1922), p. 17. 
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CASTIGLIONE’S MONOTYPES 
A SUPPLEMENT 


By AUGUSTO CALABI 


HAHEN publishing my catalogue of the known 
4) Yagi monotypes of G. B. Castiglione in the PRINT 
"A ‘M2 COLLECTOR’S QUARTERLY, October, 1923, I 
4 wrote: ‘We give here a list of seventeen 
items in the hope and the conviction that many others 
which are still lurking in the portfolios of public or 
private collections, will come to our knowledge and be 
added to this preliminary catalogue.”’ And now it 
happens, that Mr. Campbell Dodgson communicates to 
me the discovery of three monotypes in the collection 
of the Duke of Devonshire at Chatsworth.’ These 
three monotypes are so typically the work of our master, 
that we may at once put them into their right place in 
the published preliminary catalogue. They fall into 
the second group, characterised by a black ground 
completely inked over, and the design scratched with 
the point of a skewer, which removes the ink from the 
surface, and makes the composition white on a black 
ground. Thus of the whole number, fourteen prints 
are on a black ground and only six on a white one ; 
the reason that the latter kind are more scarce may 
be that Castiglione produced a smaller number of 





1 For photographs of these, as of the monotypes reproduced in 1923, 
we are indebted to the generosity of Mr. John Charrington.—Ep. 
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them, perhaps on account of their more complicated 
technique. 

Two of these three monotpyes, like the others already 
known, treat of subjects usual to Castiglione, and even 
repeat some elements of his etchings. The Opening of 
the Tomb (our No. 18) is quite the same composition, in 
reverse, as Le tombeau rvempli d’armes (B. 24), and the 
big vase in the centre is like the one in the etching 
Les deux hommes et l'enfant dans les ruines (B. 27). In 
the Animals of Noah’s Ark (our No. 16), the horse, which 
forms the centre of the composition, is the same as in 
the etching L’entrée dans l’arche de Noé (B.1). Seeing 
how rapidly the design has been scratched with the 
point of the skewer in this monotype, one cannot help 
thinking that Castiglione must have had a great in- 
fluence on the diffusion of the “‘ white on black ’’ manner 
of drawing practised by Luca Giordano, J. Vignali, B. 
Biscaino, C. Cignani, and other artists of that time. 
This monotype is also interesting because it shows 
clearly in some parts the very fine preliminary lines of 
the drawing traced by Castiglione before he executed 
his composition, lines which in the other more over- 
worked monotypes are probably lost and invisible. 
Putting the three new monotypes of the Duke of 
Devonshire in their right place among the seventeen 
already described, the catalogue order is now as 
follows : 


1--THE FiicgHt INTO _EGypt. (B: 93). =2)9) See as ee ee eee 
3. A Fantasy. 4. SHEPHERDS WARMING THEMSELVES 
(B. 5). 5, JupitH. 6. HEAD OF AN OLDMAN s/o eieaivar® 
(Paris). 8. Nativity (WINDSOR). 9. NATIVITY (VIENNA, 
Ba ee) 10. Nativity (Lonpon, MLLE. CHARIATTE). 
11. Nativity (RoME). 12. CHRIST ON THE Cross. 13. THE 
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Chatsworth 


(Cat. 13); 


CASTIGLIONE. Tue Creation or ADAM, 


B 


G 


(Collection of the Duke of Devonshire) 


205 mm, 


7X 


Size of the original monotype 30 


CREATION OF ADAM. 14. THE ANNUNCIATION TO THE SHEP- 
HERDS. 15. THE HERD AT THE ForD. 16. THE ANIMALS OF 
‘Noau’s ARK. 17. DiscovERY OF Two Bopirs. 18. THE 
OPENING OF THE Toms. 19. SCENE—THE FOUR SAVANTS 
(B.1). 20, THe Ratstnc or Lazarus (6B. 4), 


13. THE CREATION OF ADAM. Chatsworth. Duke of 
Devonshire. Height 302 mm.; width 205mm. No margin. 
Vertical and diagonal creases. Ink marks and stains. 


Adam, half sitting, half erect, leans against a 
rock to left of the centre; he stretches himself as 
he awakes, his whole body gravitating towards the out- 
stretched forefinger of God the Father. The rock and 
the small extent of ground are drawn with a few rapid 
diagonal white lines, and emerge from the blackness of 
the water disturbed only by a few slight scratches, and 
from the horizontal clouds behind. In the upper part, to 
right of the centre, God the Father in a cloud stretches 
out His arm and touches Adam’s left shoulder, 
Behind His head we see a nimbus more distinctly 
formed than in other monotypes. The plate has been 
covered uniformly with black ink and the drawing 
picked out with a skewer of medium width, and a flat 
ended stick. The modelling of Adam’s figure is 
laboriously produced by scratching white lines close 
together on the grey. The light, coming from the right, 
illuminates uniformly the two figures, clouds and 
ground, without consideration for the rules of aerial 
perspective. The composition is well balanced but 
lacking in depth. Adam is beautifully drawn, both 
in the details and in the general line of the almost 
Michelangelesque movement, which dominates the whole 
composition. His face, however, and that of God the 
Father are negligently drawn. 
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16. THE ANIMALS OF NOAH’S ARK. Chatsworth. Duke 
of Devonshire. Height 247mm.; width 350mm. No margin. 
’ Paper cut irregularly. Ink marks, white marks. 


A big horse, seen in “ profil perdu” in the centre 
of the plate, is moving swiftly from might to left, 
surrounded by smaller animals; two dogs, and _ birds 
running with outstretched wings in the centre in 
the first plane, goats and a stag on the right, all 
move in the same direction. Beyond the horse we see 
the upper part of a man who with his right hand holds 
a torch above his head; other heads of animals are 
seen behind the horse. In the background on the left 
two human figures are slightly indicated, between 
two long lines suggesting the ark (compare with the 
etching, B. 1). In the sky some clouds are lightly 
sketched. 

The plate has been entirely, but unevenly, blackened, 
and the wire-marks of the paper even show through 
the design. The drawing consists of a few violent 
strokes varying much in width, which indicate only 
the illuminated parts of the figures, leaving them un- 
finished in the shadows. The horse alone is modelled 
with white strokes on grey. Note the delicate traces 
of the preliminary sketch, quite visible in some parts 
of the drawing (e.g., in the profile of the dog’s head). 
Light falls from the torch upon the man, the back 
of the horse, the dog, a goose and the grass on the 
eround ; and suggests the forms of other animals, the 
clouds and the other figures in the last plane. This 
monotype is more sketchy than all the others and rather 
interesting for the masterly touch with which the very 
complex movements of the animals are expressed by so 
few and rapid strokes. 
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G. B. CASTIGLIONE. THe Openinc or THE Toms. (Cat. 18). Chatsworth 
(Collection of the Duke of Devonshire) 


Size of the original monotype 300 X 202 mm. 


18. “THE OPENING OF THE TOMB. Chatsworth) Duke oi 
. Devonshire. Height 300mm,; width 202mm. No margin. 
Paper cut irregularly. Horizontal creases made before 
printing in the upper part and others in a vertical direc- 
tion. Slightly cut at the top and the bottom. 

On the left of the first plane a naked man, seen in 
three-quarter face from the back, is holding up a grave- 
stone. From the right of the second plane, a group 
advances, formed by a young woman and a boy with 
a torch in his right hand, which illuminates the tomb 
into which he looks. The rest of the plate is filled by 
a large architectural base supporting a pyramid, a vase 
containing foliage, and the plinth of a column. 

The whole plate has been evenly but not strongly 
inked; the wire-mark is often visible and the design 
is drawn with skewer and stick in a great variety of 
manners. The group of two figures, to give the effect 
of the near light from the torch, is drawn with vivid 
white strokes over black; the body of the man with 
white strokes over grey; the architectural parts and 
the smoky light of the torch have delicate gradations 
of shading which almost resemble. mezzotint. The 
eround and the masses of foliage are done with series of 
well graduated lines. The light comes from the torch in 
the centre of the lower half of the plate and illuminates 
the whole scene in all its planes with a correct aerial 
perspective. 

The value of this monotype consists in the variety 
of the light-effects rendered with extraordinary technical 
skill as, for instance, in the smoky flame of the torch 
and in the beautiful bas-relief on the pyramid. 


ERRATUM. 
Vol. X, p. 250, No. 16. After “* B,” the number 24" as omitied. 
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